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預言者 Churchill
― Caryl Churchill’s Cloud Nineをめぐって―
郷　路　行　生
『クラウド・ナイン』（Cloud Nine）は、フェミニズム演劇の旗手として知ら
れるキャリル・チャーチル（Caryl Churchill）とジョイント・ストック劇団 （the 











A hundred years have passed, but for the characters only twenty-five years. 
There were two reasons for this. I felt the first act would be stronger set in 
Victorian times, at the height of colonialism, rather than in Africa during the 
1950s. And when the company talked about their childhoods and the attitudes to 
sex and marriage that they had been given when they were young, everyone felt 
that they had received very conventional, almost Victorian expectations and that 
they had made great changes and discoveries in their lifetimes.1
19世紀から20世紀にかけて、世界はこれまでになかったほどの速度・規模で変

























は、男性が演じる妻ベティ（Betty）を理想的な妻と紹介し、彼女は“I live for 
Clive. The whole aim of my life / Is to be what he looks for in a wife. / I am a man’s 
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ているジョシュア（Joshua）を、ベティと同じように理想的な召使と紹介する。
ジョシュアは、自らについて“My skin is black but oh my soul is white./ I hate my 
tribe. My master is my light. / I only live for him. As you can see, / What white men 



















ン（Ellen）―を紹介するのだが、それは“No need for any speeches by the rest. / 
























MAUD： Young women are never happy. （…） Then when they’re older they 
look back and see that comparatively speaking they were ecstatic. （…） 
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台に出入りする中、ジョシュアがベティとハリーの仲をクライブに密告する。
その直後、ベティに駆け落ちを迫られたハリーは“Without you I would have no 
























CLIVE： （…） Sometimes I feel the natives are the enemy. I know that is wrong. 
I know I have a responsibility towards them, to care for them and 
bring them all to be like Joshua. But there is something dangerous. 
Implacable. This whole continent is my enemy. I am pitching my whole 
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mind and will and reason and spirit against it to tame it, and I sometimes 






“Women can be treacherous and evil. They are darker and more dangerous than men. 

















アは、“Of course it’s not true. It’s a bad story. Adam and Eve is true. God made man 










Joshua, who confirms a connection between women and Africa in the myth 
about a mother goddess he tells Edward, rejects Africa in the hatred of women 
shown both in his treatment of Betty and his stabbing of the doll. The tension 
between Betty and Joshua serves Clive by preventing any internal coalition 















ずっと一緒にいたい、とエレンから請われたベティは、“You’re quite pretty, you 
shouldn’t despair of getting a husband.（…）But women have their duty as soldiers 
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一方クライブは、ハリーに次のように語る。
CLIVE： There is the necessity of reproduction. The family is all important. And 
there is the pleasure. But what we put ourselves through to get that 
pleasure, Harry. （…） I tell you Harry, in confidence, I suddenly got 
up out of Mrs Saunders’ bed and came out here on the verandah and 









後、ハリーが同性愛者であることを知ったクライブは、“The most revolting 








夫人を呼び出す。窮したハリーは夫人に求婚するが、彼女は“If I can look after 









It （Harry and Ellen’s wedding） is the triumph of appearance over reality, 
heterosexual order over polymorphous perversity. The marriage has been arranged 
by Clive for Harry’s sake. Ellen is merely the necessary partner in the transaction 
which will keep Harry in the social order and which will preserve the purity of 












した、と言い繕おうとする。クライブはこの言い訳を “Well done, Edward, that 





















“Dangers have past. Our enemies are killed. / ― Put your arm round her, Harry, have 






































Cathy is played by a man, partly as a simple reversal of Edward being played 
by a woman, partly because the size and presence of a man on stage seemed 
appropriate to the emotional force of young children, and partly, as with Edward, 
to show more clearly the issues involved in learning what is considered correct 












































この場の最後では、ジェリーは“Eddy, do stop playing the injured wife, it’s not 



























えられよう。彼女は、生活をしていくためには、‘getting a job in a boutique and 









られる女房のように振舞うのをやめるよう言われ、“Everyone’s always tried to 









GERRY　： Whose wife are you now then?
EDWARD： Nobody’s. I don’t think like that any more. I’m living with some 
women.
GERRY　： What women?
EDWARD： It’s my sister, Vic, and her lover. They go out to work and I look after 
the kids.
GERRY　： I thought for a moment you said you were living with women.
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リンの言葉には“You have to look at it in a historical perspective in terms of learnt 













VICTORIA： Why the hell can’t he be a wife and come with me? Why does 
Martin make me tie myself in knots? No wonder we can’t just have 
a simple fuck. No, not Martin, why do I make myself tie myself in 
knots. ［sic］It’s got to stop, Lin. I’m not like that with you. Would 















VICTORIA： The priestess chose a lover for a year and he was king because 
she chose him and then he was killed at the end of the year.（…） 
And the women had the children and nobody knew it was done 
by fucking so they didn’t know about fathers and nobody cared 











Bill appears as a figure who reminds the audience of colonialism of Act One 
which was maintained by particular constructions of masculinity, including 
the construction of male desire. （…） By including the ghost of Bill, Churchill 
seems to be suggesting that England had repressed the connection between the 
patriarchal masculinity of the nineteenth-century Empire and England’s political 















には気がつかないのだ。しかし、リンの“Don’t think of her as your mother, think 













る様子が描かれる。公園から家へ戻ろうとするベティは、“I do feel safer with a 













BETTY： I used to think Clive was the one who liked sex. But then I found I 
missed it. I used to touch myself when I was very little, I thought I’d 
invented something wonderful. I used to do it to go to sleep with or to 
cheer myself up, and one day it was raining and I was under the kitchen 
table, and my mother saw me with my hand under my dress rubbing 
away, and she dragged me out so quickly I hit my head and it bled and 
I was sick, and nothing was said, and I never did it again till this year. I 
thought if Clive wasn’t looking at me there wasn’t a person there. And 
one night in my bed in my flat I was so frightened I started touching 
myself. I thought my hand might go through space. I touched my face, 
it was there, my arm, my breast, and my hand went down where I 
thought it shouldn’t, and I thought well there is somebody there. It felt 
very sweet, it was a feeling from very long ago, it was very soft, just 
barely touching, and I felt myself gathering together more and more 
and I felt angry with Clive and angry with my mother and I went on 
and on defying them, and there was this vast feeling growing in me and 
all around me and they couldn’t stop me and no one could stop me and 
I was there and coming and coming. Afterwards I thought I’d betrayed 
Clive. My mother would kill me. But I felt triumphant because I was a 
separate person from them. And I cried because I didn’t want to be. But 
I don’t cry about it any more. Sometimes I do it three times in one night 
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たのだ。第一幕第一場で、自ら“The whole aim of my life / Is to be what he looks 





















The Betty （male） from the first half embraces Betty （female） from the second 
half, in a utopian image of reconciliation between opposites. This image, a 
resolution between the two wives and mothers, combines the nurturing roles with 
the bid for personal and sexual independence, both contained within an image of a 
mother, albeit one who holds very traditional views about gender roles.9
〈客体〉としてしか存在することが認められなかった第一幕のベティと〈主
体〉を取り戻した第二幕のベティが抱きしめあう光景は、ベティが全き一個の















れている。クリッツアは、リンについて“Lin has gained the freedom to express 
lesbian desire without being sanctioned for it, but remains limited to the low-level jobs, 




対照をなすようなベティについて、クリッツアは “Betty’s empowerment over the 
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